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Bourdin's later pictures, such as in a pictorial from Vogue Paris (March 1974, pages 
72-73) showing a nearly vacant landscape of a muddy pond, with a mysterious single 
figure in the foreground. - ;; 
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ii'.'Mjdonym of Edwin Hallan at the Galerie Huit in 1953, Bourdin's devotion to this 
yenre was relatively short lived. 
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just a simple self-portrait, Bourdin portrays himself as an intense, solitary man 
a persona that he would cultivate as the years progressed. 
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exhibition catalogue Fashioning Fiction (2004), the first Vogue assignments of Guy 
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Interior of Man Ray's studio, Paris, France (unpublished), c. 1953-7. 
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